In the history of cyber-fiction in comics there have been bizarre cities with both utopian and dystopian foundations.
since the Classical polis, social and democratic rights have been addressed in the square, the core of the city, right in the midst of the public realm.
From the 1960's to the 1980's, in Europe and North America, a radical shift of significant civilizational issues happened. Public and private domains got closer while their boundaries became blurred and undistinguished. Matters like security, surveillance, new media, and deregulated markets and corporations fabricated a discriminatory scenario amidst liberalist regimes. Parallel to this arose several counter cultures. From situationism to punk and hippie, a new leftist agenda appeared as a unique alternative to the established and unfair Western world. At the same time, in places like Paris, London, NYC or San Francisco, urban studies researchers were regarding the global and the post-industrial systems through the effects of information networks and worldwide communication. Authors and essayists like Henri Lefebvre, Manuel Castells, and David Harvey were exploring the city as a built subject of capitalist nature. Through fiction based in the future, writers and scholars like Bruce Bethke, Pat Cadigan, William Gibson, Lewis Shiner, John Shirley, Rudy Rucker, Neal Stephenson, or Bruce Sterling were linking political visions to high tech versions of the human. Unprecedented works like Daniel Francis Galouye's Simulacron-3 (1964) alongside Aldous Huxley's reports on drugs and Philip K. Dick's experiments were models to explore. Simulations, artificial intelligence and altered realities became a matter of study and discussion. Indeed, during those same years, through sf comics, artists like Enki Bilal, Warren Ellis, Alejandro Jodorowsky or Jean Giraud 'Moebius' were developing disruptive urban representations as settings for their comics.
Between the late 1970's and early 1980's the political and social sense became even more focused on the city. In literature, themes like structuralism, digital systems, 2 organic and robotic possibilities, become permanent leitmotivs to every narrative. In sf literature, in both New Wave and Hard Science sub-genres, the optimistic view of technology had been giving way to the deceptive effect of already old technology and, at this point, eugenics had reached its limit while authors like Gibson or Stephenson used their literary and philosophical exercises to form new anxieties, new spaces and new uses. In Ridley Scott's Blade Runner (1982), for instance, the city evolves into a noir fantasy of aerial and ubiquitous commercial screens, quite common in the contemporary Los Angeles (LA) metropolitan area. 3 A decade later, in the early 1990's, Rem Koolhaas examines metropolises as fragmented and comprehensive geographies all at once. In his S,M,L,XL giant book (1995), the author argues that 'the generic city is the city liberated from the captivity of centre, from the straitjacket of identity. The generic city breaks with the destructive cycle of dependence (…). It is the city without history.' 4 In fact, it seems that Blade Runner's LA is the contemporary architects' dream city. Highly populated and permanently congested, the city became neither tangible nor physical. Its centre got distant to the old one while its form went different from the canonical terms.
SF Comics and Punks
In the late 1970's, sf comics were already exploring infinite references. Sprawled morphologies, zoning areas, gated communities, and a particular disregard for human equalities were used to achieve future visions strongly anchored in the existent postmodernity. Moebius and Dan O'Bannon's two-part story The Long Tomorrow (1976) represents an overcrowded and vertically (dis)connected city. Its main character, Pete Club, a Rick Deckard 5 human prototype, runs indifferently through the levelled environment, solving mysteries and fighting for his own survival. In Cité, the 'generic' name given to the literally underground city, the Cartesian detective calls himself a 'confidential nose', 6 even if he is dressing like a private eye with a strange fireman hat. In this work, Cité is structured from the powerful and bourgeois top to the poorest bottom. The narrative, as well as the city, is organized between the Earth surface and the 'dump, the [-] 17 and Spider's urban rejection is written in the streets with the 'I HATE IT HERE' formula, 18 as he calls to his newspaper New Columns, edited by Mitchell Royce. In fact, the places where they live and circulate are old, dirty, and essentially hostiles to the political authority.
Cities and Hackers
In the late 70's, New York and London are becoming focal points of the West. In these cities, punk culture emerges as an urban visual routine. Bands like the Ramones in New York City and The Sex Pistols and The Clash in London were the ultimate examples of the punk genre. Ramones (1976), Never Mind the Bollocks, Here's the Sex Pistols (1977), and London Calling (1979) are three musical examples of one culture made by relegated icons and subversive quotes. 19 Poster collages, pins, piercings, and tattoos make a point alongside the 'do it yourself' culture, as well as graffiti and stencil art. As an example, one could recall Christopher Morris' photographic series NYC subway 1981 (1981) in which the resonances between reality and fiction seem improbable today. The underground built environment full of trash and painted with spray tags turned a new space typology, continuously busy with the indigent and homeless. In effect, in these alternative urbanscapes, characters previously regarded as marginalized crooks turned into central elements.
In the early 1980's, it is not strange that leading anti-heroes come always as outcasts. Software's Cobb Anderson, Neuromancer's Henry Dorsett Case and Molly Millions (aka Sally Shears), or even Snow Crash's Da5id are, actually, anarchists, hackers, and fugitives. Blade Runner's Rick Deckard roams through the neon streets looking for relegated replicants, former 'Off-world (…) slave labour (…), declared illegal on earth' 20 , but ends up caught as one of them. Between mid 1980's and the 1990's, sf was recreating its own counter culture regarding the representation of 'rebel cities' 21 (1995) , it is clear that part of the cast always seems sufficiently young to deal with a computer game turned into a global menace but insufficiently adult to be responsible for it.
In addition, in sf magazines and fanzines, the same genealogy on city and punk is possible. Omni (1979 Omni ( -1998 and Mondo 2000 (1984/1989-1997) 22 come on as two fine examples, even if their end came simultaneously by the late-1990's following the arrival of Wired (1993), the only global on-going publication dedicated to new technologies and the merging fiction and reality.
Transgeographies and Posthumans
Since Pico della Mirandola's Oration on the Dignity of Men (1486), monstrosity theme has been connected to Western literature. 23 In sf terms, one could frame the origin of the mutable nature of human beings somewhere between Mary Shelley's Frankenstein (1818) and Robert Louis Stevenson's Strange Case of Dr. Jekyll and Mr. Hyde (1886). Since then, a (his)story of camouflage and disguise has been explored and further developed with fascinating clues to the body and the city. Expanded and limitless geographies have been linked to amend and degenerate humans. SF comics protagonists like Pete Club, Alcide Nikopol, Spider Jerusalem or Michael Jones deal easily with the boost to their body and mind maintain their social relations and urban territories. Indulgent renegades, they live through the 'filth' 24 and the fury, as John Lydon 25 shouts. Captive in their geographies, they are reduced to alien metamorphosis and prosthetic extensions. In La Foire aux Immortels, Horus, an ancient God, uses and abuses Alcide's body in order to rebel himself against the local Parisian fascist government. 26 In Transmetropolitan, on the other hand, Spider looks alienated from political power. His goggles with round-red and rectangle-green coloured lenses allude to the supposition that politics, reality and geography come all together in more than three dimensions.
Maybe the monstrosity comes in its figurative 'domestication', as left activist and award winning 'weird' fiction author China Miéville argues. There is a 'hegemonic domestication of the dread in humanity and the monstrous' 27 and even if it is rather obvious that information and communication have turned to important issues, geographies will maintain their relations with their inhabitants, human or not, widely known or anonymous.
